Introduction
This article examines the translation of Romeo and Juliet from page to screen in three Italian films: Renato Castellani's Giulietta e Romeo/Romeo and Juliet (1954) , Riccardo 2 Freda's Romeo e Giulietta (1964) and Roberta Torre's Sud Side Stori (2000) . 1 Since Franco Zeffirelli's 1968 version is internationally renowned and studied (see Donaldson 1990; Pilkington 1994; Rothwell 1999; Davies 1996; Levenson 1987; Jackson 2000 among others), this article will focus on some neglected Italian adaptations.
The analysis adopts Cattrysse's target-oriented model (1992 Cattrysse's target-oriented model ( , 1997 Cattrysse's target-oriented model ( , 2000 , which stems from the premise that since 'a film adaptation functions firstly as a film within a specific filmic context' (emphasis in the original) (1997: 223) , it should 'be studied as a set of discursive (or communicational, or semiotic) practices, the production of which has been determined by various previous discursive practices and by its general historical context ' (1992: 61-62) . Elements such as other films, directorial view, target audience, norms and conventions in the cinema, other arts, other literary texts, previous stage or film versions, all constitute other 'source texts' or semiotic devices that bear an influence on the target film. A traditional, binary relationship between source literary text and film is thus discarded in favour of a 'multilateral', 'star-like' model (Cattrysse 2000: 258) : the film adaptation is placed at the centre, surrounded by a series of source texts that point towards it. This method avoids judgemental comments and the issue of 'fidelity' to the literary source, and rather attempts to reveal the reasons for the differences between literary text and film. Since film adaptations often mediate not only the literary source text but also other literary models or alternative sources, the differences from the main source text are just as meaningful as the analogies between them, and should not be treated as unfaithfulness but as evidence of the influence of other models. The role of the researcher is to identify the norms that have functioned as sources for the film, which can be explicit or hidden. For instance, scholars should look 'for markers which may give 3 some clue of intertextual or intersystemic relations' (Cattrysse 1992: 64) . The role of intertextuality in films (see Cartmell 2000a; Stam 2000; McFarlane 1996) is evident in the case of adaptations of the same literary text, where all the previous adaptations constitute a large hypotext to which the film-maker can refer (Stam 2000: 66) . Another fundamental factor that affects the transposition from literary text to screen is the director's interpretation. How a director reads the play determines the way in which the play is translated on screen, which parts to cut, alter or add, and whether to adopt other intertexts. Each film, like each performance and translation, is a reading, a director's reinterpretation of the text that is conditioned by the surrounding context in which and for which the translation is made.
As the tragedy of the lovers was originally an Italian tale that reached Shakespeare through translation and rewriting, this article explores the journey of the story back to
Italy through a process of translation into a different medium, interpretation and reappropriation by Italian directors. This article will analyse the different readings given by three Italian directors and identify the 'source texts' and models that have impacted on the translation from page to screen, determining deviations from Shakespeare's play.
Renato Castellani's Giulietta e Romeo/Romeo and Juliet (1954)
In 1954 Shakespeare' (1971: 97) . If judged in terms of how faithful it is to its literary source, the film can be easily seen as a deformation and a betrayal of the Bard's masterpiece. 4 Brode's comments on Castellani's desecrative cuts and changes to Shakespeare's play are a clear example of this attitude:
Castellani felt free to drastically cut the original. Missing were memorable lines in the balcony scene, almost all the low-comedy relief (particularly Peter and the Nurse), as well as the Queen Mab dream speech, Mercutio himself reduced from Hamlet-like pre-existential voice to bit player. With the apothecary gone, Romeo stabbed himself rather than accomplish the deed with poison. Likewise, the director liberally added material, including a scene that explains why Friar John fails to deliver an all-important message to banished Romeo. (Brode 2000: 50) These modifications and the supposed 'unfaithfulness' to the play are not arbitrarily made: they are 'meaningful infidelities'. Castellani's treason is a deliberate act: excisions as well as additions are due to the director's interpretation and they point towards the several other elements that he used as source material.
As testified by some of his collaborators, Castellani's aim in making the film was twofold: to translate the play into cinematic language and to give more emphasis to the Italianness of the story ). Thus, first he adjusted the text to the new medium through cuts, because in the cinema words are often secondary to visual effects and the full text cannot be fully performed since the film would become too lengthy. 5 Through the trimming of several lines this adaptation lasts about 134 minutes and thus conforms to 5 the cinematic convention that the average expected length of a film should be approximately two hours (Jackson 2000: 17) . 
Riccardo Freda's Romeo e Giulietta (Los Amantes de Verona) (1964)
The next film to be discussed is Romeo e Giulietta, directed by Freda in 1964. 12 Freda was a controversial director who was strongly against the fashion of neorealism, to which he preferred American 'spectacular' films such as adventure and western films which made audiences dream (Della Casa 2001 : 7, 1999 ). For him cinema was action and emotion, and it had to depict the extraordinary rather than the everyday. He was not interested in common, real, people, but in heroes (Freda, in Faldini and Fofi 1979: 356 ).
Freda's version of Romeo and Juliet is never mentioned in studies on Shakespeare on film, or in the introductions to the various editions of the play. Very little information on this adaptation is available even in critical works on the director. The film is a Spanish/Italian production with Italian, Spanish and English-speaking actors. 13 Analysis reveals that Freda followed Shakespeare's narrative structure quite closely and that his alterations to the play and the style of filming are clear influences of the genres the director liked most, and of his interpretation of the story. Despite being a costume drama, the film contains features of various genres and several sources can be identified.
The pre-credit sequence immediately points towards one of the models for this adaptation: western films. The movie opens with a panning shot of a field surrounded by mountains in which a group of men on horseback (the Capulets) are destroying some fences, allowing the enclosed cattle to escape. The loud, alarmed bellowing of cows and the whinnying of horses prevail. A second group of men arrives and a fight with swords and arrows ensues, the only words uttered being 'I Capuleti!'. A man is hit by an arrow and falls off his horse to the ground; the camera freezes on the image of his bloodied face; music begins then the title 'Romeo e Giulietta' appears, followed by the credits.
Derivation from Shakespeare is declared in the title, but the director highlights that it is a 'free rendering'. This sequence also seems to suggest that this version is different from with all the 'Africans', because she is accused of the death of Zu' Vincenzo -a man who was in love with her and supposedly had a heart attack while having sex with her. Zu'
Pippo gives Giulietto a sleeping potion which will make him seem dead, and enable him to escape and free Romea. However, in 'Africa' Romea reads in a newspaper about his death, runs back to Palermo and stabs herself by the body of her beloved. Giulietto wakes up too late, but he accidentally dies, shot alongside his three aunts by two mafia killers.
After a close-up of the dead lovers, we hear the breaking news about the gunfire, then a journalist appears on the screen and comments on the lovers' tragedy using the play's final lines.
The film presents a web of intertextual relations with the play, other film adaptations, Torre's previous production and contemporary society. While it directly hints at West Side Story, Shakespeare's play is used as a subtext. The Bard's words are present only in three instances. After the first meeting, Romea uses a line uttered by Romeo during the balcony scene. 17 She later pronounces an adaptation of Juliet's famous lines: 'Oh Giulietto, Giulietto! Perché sei tu Giulietto?'. Finally, the journalist adopts the Prince's last words as a comment on the lovers' sad story. 18 This closing sequence is also a clear quotation from Luhrmann's 1996 William Shakespeare's Romeo+Juliet, in which the same lines were read by an anchorwoman. A further allusion to Shakespeare's text can be found in the lyrics of a song that reduce and trivialize Juliet's 'potion speech', where she expresses her fears before drinking the sleeping potion. 19 The film also contains several instances of self-referentiality, as Torre refers to her own production.
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In Sud Side Stori -like in most of her works -women are dominant figures: Romea is more determined than Giulietto; his family consists of three aunts; Mercutio and Balthasar are turned into women; there are two female narrators, Giuseppona and Santa Rosalia. 21 Torre uses the interview technique: some scenes resemble interviews, such as when the black women, all prostitutes, seem to directly talk to the camera, answering questions about their lives. 22 This is another link with her previous work. 23 Another instance of self-reference is the presence of journalists and of non-professional actors. 24 An important feature of the film is Torre's exploitation of stereotypes. She resorts to racial and sexual stereotypes and exaggerates them, so that the spectator almost feels disturbed. When the Sicilian women see the black women, they shout 'the cannibals!'
and Romea is described as similar to a black panther. In various scenes she is portrayed as beautiful but dangerous -she is a symbol of lust. This presentation draws upon racist stereotypes which associate black people with savages and wild animals, stress the 'bestial sexual license of the African' (Bhabha 1983: 18) and oscillate between fear and pleasure. 25 Racist comments become even fiercer when Giulietto's aunts realize that their nephew is attracted to Romea. The white women call the black women 'disgusting niggers', 'monkeys', 'dirty niggers'; they believe that they eat cockroaches, mice and worms, that they never wash themselves and that they stink. The 'others' are seen as dirty, polluted and dangerous. However, stereotypes are also adopted by the African women, who think that Italian women only care about food. Torre reduces black people and women to a few exaggerated traits, and presents these comments in a comical way.
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Sexual stereotypes are also exploited by Torre, especially in her presentation of Romea in the 'balcony scene', where she is in the street and Giulietto on the balcony. The camera guides the spectator to see her through the man's eyes. After a first close-up of her face, the camera swiftly cuts to her feet in high heels, then slowly moves upwards to linger on her long, beautiful legs, her short pink dress and her face again. Camera movement and slow motion define Romea as an object to be looked at, desired and 'consumed'. This is in line with Mulvey's argument that 'women are simultaneously looked at and displayed, with their appearance coded for strong visual and erotic impact ' (1975: 11) . Torre's use of the camera in portraying Romea foregrounds the voyeuristic 'white male gaze to such an extent that we must find it uncomfortable and therefore question its omniscience' (Minutella 2003: 366) .
Analysis has shown that Torre's film addresses contemporary relevant issues such as the exploitation of black women, immigration, racism and a view of women as sexual objects, refers to many models and makes use of racial and sexual stereotypes through a style which is often over the top and grotesque. The director 'presents the stereotype as a cartoon-like, ridiculous reduction, and might be viewed as using extreme reductiveness in order to validate the need to deconstruct our stereotypes, our ways of "viewing" a film, and our position as spectators' (Minutella 2003: 370 
Conclusion
This article has shown that Cattrysse's star-like model is useful in understanding how In re-appropriating the story of the Italian lovers, each director reinterpretes Shakespeare's play through his or her own sensitivity, laying emphasis on specific aspects, mediating it through other sources and being affected by specific conventions.
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The three film adaptations attempt to comply with the cinematic convention of the 'ideal running time of less than two hours' (Jackson 2000: 17) since they all last approximately two hours. 28 This is an explicit model which is usually followed in Shakespeare films and which determines excisions. The omission of some actions and speeches in all the versions analysed is partly dictated by the need to adhere to this convention, while other excisions are due to each director's interpretation of the story. For instance, due to media differences all adaptations omit Benvolio's description of the opening brawl, and Friar The translation from page to screen of Romeo and Juliet is a complex decision-making process in which cuts, alterations, additions to Shakespeare's playtext, camera movement, the setting, the choice of music and costumes are always meaningful since they contribute 24 to creating a specific reading of the story and are symptoms of alternative sources and cross-filtrations. 26 On Torre's presentation of Sicilian women in the film see Minutella (2003) . 27 On this change of focus in the second half of the twentieth century see Loehlin:
In the latter half of the twentieth century, Romeo and Juliet was transformed, in production and perception, from a play about love to a play about hate. Modern productions have tended to emphasize the feud over the love story, and have used it to comment on a variety of social ills: from the competitiveness and greed of the parents, to the sexual aggression of the young men, to ethnic or cultural differences as a source of conflict. (2002: 66) Zeffirelli's famous 1968 film is an example of reading in terms of generation clash, which also raises and addresses issues of male bonding, sexuality and homoeroticism, which were relevant to his time and lifestyle. 28 Castellani's version is a little longer, since it tries to compromise between the length of Shakespeare's playtext and that of a classic Hollywood film, while Torre's adaptation -being an offshoot, and an Italian musical 'tragicomedy' -and Freda's film -which is a mixture between costume drama, western and horror films -are shorter.
